the beloved Class Struggle.
-Ana Lydia Vega "To Write or Not to Write?" Just as none of us is outside or beyond geography, none of us is completely free from the struggle over geography. That struggle is complex and interesting because it is not only about soldiers and cannons but also about ideas, about forms, about images and imaginings.
-Edward Said "Empire, Geography, and Culture" For Diane Marting, (m)other tongue of friendship' In the quicksands of its closing segment, "Requiem for solitude," El imperio de los suenos presents readers a solemn recapitulation: "Mi lectura se ha convertido ahora en mi escritura" 'Now my reading has become my writing' (I 229, E 218) .2 Giannina Braschi's writerly "I," in fear of not writing 1 ever again, remembers that as a little girl she used to love books. But this poetic voice realizes as well that reading has now turned into an empire of dreams in which writing and letters tell their own stories. The statement closes a cycle initiated on page three of El imperio where, in minimalist fashion, the "I" had established the position occupied by the letter within this writerly world: "Una letra llega y me visita" 'A letter comes and visits me' (I 15, E 5) . This "visiting" letter is a paradoxical combination of complicity and conflict that forewarns the reader both about the problematic issues the book will raise in the areas of semantics, grammar, and phonetics, and about the fact that by the end of the book these linguistic building blocks will have become emblematic representations of questions about geography, history, and politics. This and other genesic passages of Braschi's lettered world review the importance of one's first initial, the beginning of a discussion on proper names that will continue to the end of the book: "No hay laguna mas negra ni mas blanca ni mas llena de superficies planas ni de montarias que la primera letra de to nombre" 'No lagoon is darker or clearer or more full of mountains or planes than the first letter of your name' (I 16, E 6) .
But even proper names undergo severe erosion in the oneiric empire, and they eventually turn into something insignificant as writing takes over reading: "Al fin y al cabo cada nombre es una usurpacion de un fragmento de mi vida y de mi obra. Cada nombre es un nombre diferente en la otra historia de la humanidad" 'After all, every name is a usurpation of a fragment of my life and works. Every name is a different name in the other history of humanity' (I 198, E182) . Through the letters of a proper name and with a number of different disguises as poetic partners, the authorial figure slides in and out of the textual boundaries: "Tu sabes bien y yo tambien lo se que to no eres Giannina. TA (I 112, E 104) . In this same dramatized fashion Giannina, resident of New York, phone number 5-4-3-2-1, puts on the hats of Mariquita Samper, Uriberto Eisensweig, Berta Singerman, Anna Mayo, Honorata Pagan, of the "I," the "she," and the "it," among others, to visit over and over again the different times and places where people (writers or not) have recreated their own (literary) universes: chronicles, inner cities, gossip, movies, television, history, newspapers, storytelling, and the countryside. Barbara Morris finds this aspect of the "physical expression of self" and "concrete projection of subjectivity" most remarkable for its ability to "survey the contiguity of self, poetry and the physical world" and for making "words and letters take on material life" (47) .
This material life, the world ofEl imperio, is divided into three sections: the first two, "Asalto al tiempo" (9-42) and "La Comedia Profana" (43-186), both of which might be labeled strings of narrative poems, and the last entitled "Diario intimo de The idea of an only tongue ruling over a considerable number of different nations and peoples is fundamentally questioned in one of the most exaggerated instances of textual buffoonery, one whose seriousness is emphasized in several ways: "El mundo es un gran sistema gramatical. Mariquita vuelve a subrayar esta frase" The world is a great grammatical system. Mariquita underlines this phrase' (I 194, E 178-79) . Deep down, the narrative "I" wishes for a polyglot world, not only in the literal sense of translating from one language to another, but also as a series of exchanges of meanings and uses between different areas of Spanish. Thus, when this "I" confesses that she "habia soriado con construir un edificio bien grande donde se hablaran muchas lenguas" 'had dreamed of constructing a big building in which many languages would be spoken,' the result is what El imperio calls "The Building of the Waves of the Sea" (I 219-25, E 207-14) . This resulting vineta is a text along the lines of a Borgesian "library" or a Derridian "tour," a structure far from the biblical tower of Babel. The (I 213, E 201).6 Not even the proper name, that essential part ofthe process of self-identification, is exempt from Braschi's semantic mill.
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Studies in 20th & 21st Century Literature, Vol. 20, Iss. 1 [1996] In a desperate gesture to correspond with her strongest characters, Giannina's poetic "I" raises to the penthouse of the spiritual world of her Catholic roots, Saint Patrick's Cathedral, to converse with these farting shepherds in the Empire State Building. This poetic summit, a grand figment of the poet's imagination, is depicted not as a confrontational political peak, but as a great infatuation of the voyeur with the wasteland that so generously has inspired her poetry.
However, not everything is a bed of roses in this love story with New York. As a good New Yorker, the narrative-poetic voice curses when it remembers the day she moved in and finds herself back at the airport, that homebase for the classic Puerto Rican scenario of modernity, "la guagua aerea" or 'air bus' that turned her homeland into a commuting nation during the late seventies: "Yo en el huracan del aeropuerto de Studies in 20th & 21st Century Literature, Vol. 20, Iss. 1 [1996] , Art. 9
http://newprairiepress.org/sttcl/vol20/iss1/9 DOI: 10. 20th & 21st Century Literature, Vol. 20, Iss. 1 [1996] forte a sur y de este a oeste" 'from the day she was born. I don't like dependence-she said. Mariquita was born talking. And the whole world was shocked. Not only was she born talking. She was born rocking, from north to south, and from east to west' (I 209, E 196 Mariquita with her fellow characters and styles in El imperio, they all walk endlessly the tight rope that simultaneously separates and links the ridiculous and the sublime. This "imperial" girl also "Cantaba, leia, reia, lloraba, hablaba, comia, cagaba, orinaba, eructaba, y dormia. Es una niiia prodigio como su madre-dijo Berta" 'sang, read, laughed, cried, spoke, ate, wet, pooped, burped, and napped. She was a child prodigy like her mother-said Berta' (I 209, E 196) . But that doesn't prevent her from stumbling twice on the same stone: "Despues de que su padre la violo a la edad de 15 atios, Mariquita se enamor6 de otro hombre que se llamo tambien Uriberto" 'After her father raped her, when she was fifteen, Mariquita fell in love with another guy, also called Uriberto' (I 209, E 196 Rican writer `is,' naming other subjectivities, journeying foreign lands and redrawing national and cultural landscapes. The author, the text, and the characters are difficult to fit in canonic formulas, but it is not a question of fitting a mold; they revisit Said's proposed earth, a land of "overlapping territories" where they problematize essentialist readings of concepts such as belonging, possession, identity, and essence.
They push the envelope of the mother tongue and make room for new interpretations of otherness within the same language.
8. Morris sees the network of references to New York as intrinsic to a process of subject formation, a linking between so-called First and Third World that fundamentally questions such a categorization of literary texts: "Braschi's choice of New York as a poetic locus affirms the primary significance of her work within the frame of a cultural intertextuality in which First and Developing Worlds collide and conjoin, marking the formation of her poetic subjectivity as a voice of Latin America and a poet of New York" (45).
9. The last clause of this quotation in Spanish is the second verse of a children's song that is traditionally part of the girlfriend's ritual of farewell to the soldier as he leaves for the war front. This representative gesture of El imperio can be interpreted as a parodic goodbye to the legendary, pathetic texture in which imaginations all over the world (with different
